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NOTES ON ROMAN ARTISTS OF THE MIDDLE AGES. 



111. TWO TOMBS OF THE POPES AT VITERBO BY VAS- 
SALLECTUS AND PETRUS ODERISL* 

[Plates VII, VIII, IX.] 

The tombs of the Popes that remain from the Middle Ages in fair 
preservation are few. Two such monuments, not hitherto carefully 
described or illustrated, exist in the church of San Francesco at Vi- 
terbo :^ they are the tombs of Hadrian V and Clement IV, the former 
intact, the latter partly ruined ; both dating from the xiii century. 

I. TOMB OF HADRIAN V (pl. vii). 

At the time of my first visit to Viterbo, in June 1887, the monu- 
ment of Hadrian V had been undergoing a considerable repair under 
the supervision of Professor Giuseppe Rossi. The church in which 
it stands was originally called Sant' Angelo in Castello and was con- 
secrated in 1160 by Alexander III. It was given in 1237 to the 
Minorites, who rebuilt the church, calling it San Francesco. The 
building has been almost completely restored, and only the choir and 
transept remain in the Gothic style of that period. When intact, it 
must have been a fine example of early Italian Gothic, built shortly 
after the parent church at Assisi. In the left wall of the choir is the 
tomb of Cardinal Marco da Viterbo (d. 1369), a superb piece of sculp- 
ture of the close of the xiv century. It bears the inscription : fratek 
JVLiANVS FECIT FIERI HOC OPVS. This Julianus was General of the 

* A preliminary note was published in vol. v of the Jourkal, pp. 187-8. 

* They have since been noticed by two writers : F. Cristofori, Le tombe dei Papi 
in Viterbo e le chiese di S. Maria in Gradi di S. Francesco e di S. Lorenzo. Memorie e 
documenti : Siena, 1887 ; and G. Rossi in a pamphlet issued in support of his pro- 
posed restoration of the tomb of Clement IV. Neither of these writers covers the 
ground of this article. Cristofori is familiar with the documents relating to the his- 
tory of the monuments, and in this respect his work is of value, though hardly exact 
in its transcriptions. Both writers hardly appear to be acquainted with the related 
works of the Roman school or with the artistic bearing of the tombs in connection 
with the history of Italian art. 

38 



NOTES ON ROMAN ARTISTS OF THE MIDDLE AGES, 39 

Franciscans and a friend and pupil of Marco. The canopy, the two 
angels holding back the curtains, the reclining figure of the cardinal, 
and the base on which it lies, belong to the xiv century : the lower 
part was added probably during the xvii century. Of two other 
monuments, one has disappeared — that of Cardinal Vicedomini (d. 
1276), whose later tomb was thought to be in the same style as that 
of Pope John XXI,^ i. 6., late-Eenaissance work — and the other, 
that of Cardinal Landriano of Milan (d. 1445), is in a fine Gothic 
style that shows it to be earlier than the time of his death.^ Viterbo 
originally contained the tombs of four mediaeval popes executed at the 
time of that interesting early revival in art which preceded the Renais- 
sance. These were the tombs of Alexander IV (1254-61), Clement 
IV (1265-68), Hadrian V (1276), 'and John XXI (1276-77) : of 
these only two remain, and both of them now stand in the church of 
San Francesco. 

The mausoleum of Hadrian V is in that style of art where the 
greater part of the decoration is composed of geometric designs exe- 
cuted in small marble-mosaic cubes of various colors. This kind of 
work is mainly associated with a large group of Roman artists who 
practised it invariably during a period of nearly two centuries, from 
the middle of the xii to the middle of the xiv century. It is termed 
" Cosmati " work, from the name of some of these artists. Hadrian^s 
tomb stands, in my opinion, in the front rank of the monuments of 
this beautiful style. It was executed after 1276, when the Roman 
schools of art had reached their highest grade of excellence, but the 
name of the artist is unknown. It rises to a height of nearly 22 feet, 
in three symmetrical divisions: a solid basement; the sarcophagus 
on which reclines the figure ; and the canopy, whose columns rest on 
the basement. Its type is an earlier one than that which became so 
popular during the last years of the century, not only with the Pisan 
school headed by Arnolfo and Giovanni but with the Roman school 
itself headed by Giovanni Cosmati. In this later type, the form of 

^Papebkoch {Oonatus ad Caial. Mom. Pontif., pt. ii, p. 58) as quoted by Cristofori 
(op, cit. pp. 186-7), says of the monument as it existed at the close of the xvii cen- 
tmy : Idem qui monumentum Joannis XXI delineavit etfabricavit artifex, hoc verosimiliter 
saeculo, etiam hujus Vicedomini cenotaphium simili forma extruxit et Uteris similiter eh- 
gantiam modernam spirantibus insculpsit epitaphium, still etiam recentioris, ubi, etc. 

^The tomb of Cardinal Landriano has been described by Professor Ojetti in the 
Mostra delta OiitcL di Roma alia Esposizione di Toriiw neW anno 1884. A water-color 
drawing of it was exhibited at Turin. 
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the canopy is changed, two curtains are hung, on either side, and each 
is drawn back by an angel, disclosing the reclining figure of the de- 
ceased. Unless the priority be given to the tomb of Hecuba of Cyprus 
in San Francesco at Assisi, said to have been executed about 1240, the 
earliest example of this type seems to be the noble monument of Car- 
dinal de Braye, at Orvieto, executed by Arnolfo shortly after 1280 
and only a few years after this mausoleum of Hadrian IV, which it 
does not equal in general beauty though surpassing it in the excellence 
of its sculpture. And in this connection it may be well to call atten- 
tion to the fact that, in the decorative part of his monument, Arnolfo 
undoubtedly copied the Roman school, whose works were already 
scattered throughout the Papal States, and at Orvieto itself where he 
worked. This fact confirms the opinion that the Pisan Arnolfo is the 
same as he whose name appears, with the date 1285, on the beautiful 
tabernacle of San Paolo at Rome. 

Papebroch saw Hadrian^s monument some time before it was re- 
stored in 1715, and his description is therefore of interest. He says 
(op. cit, pt. II, p. 58) : Marmorea tabula in qua seulptum est epitaphium, 
e sub thiara davibusque papalibus eontinet insignia gentis Fliscae. Est 
autem mausolceum ei quod Olementis IVdetinet corpus par, magnitudi- 
nis et altitudinis ejusdem, ubijacet marmoreus pontifex, cappam et plu- 
vialem indutus, cujus fibula rotundo ac radioso monili praetexta agnum 
Dei Gontinetj in utraque vero ejusdem pluvialis ora representatur, tan- 
quam Phrigionico opere hinc digitum intendens Joannes Baptista, cum 
his supra caput verbis, ecce agnvs dei, inde Deipara Virgo cum hisce 
litteris, en matek. Is qui recenter mausolceum hoc repoliri fecit in 
vacante supra papalia insignia pariete, colore rubro pingi jussit titu- 
lum in cujus /undo albo, litteris nigris, hoc novi styli epitaphium legitur : 

ADRIANVS QVINTVS PONT. MAX. FLISCA E FAMILIA NOBILISSIMA 
JANVENSI MENSIS VNIVS DIERVMQVE NOVEM MAGISTRATVM PON- 
TIFICVM GERENS DIEM VITERBII FVNCTVS HONORIFICE SEPOLTVRA 

DONATVR. epitaphium isiud legitur Uteris veteribus ac semilatinis tres 
lineas implentibus. 

Either Papebroch had a very singular idea of epigraphic accuracy, 
or, as is probable, the inscription which he reports, belonged to a 
restoration earlier than that of 1715, and disappeared at that date. 
Papebroch gives a very inaccurate drawing, which is reproduced by 
Cristofori, who seems to base upon it, rather than upon the monu- 
ment itself, the few remarks that he makes upon its form and details : 
such, for example, as describing the main arch as round instead of 
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pointed, and speaking of four twisted colonnettes instead of two. Both 
of these errors were made in Papebroch^s drawing. 

The basement consists of two parts. Next to the pavement is a 
plain and widely projecting marble plinth, 72 cent, in height, with 
double row of mouldings and restored decoration ; then the body of 
the basement, decorated with circles and other geometric patterns and 
surmounted by a cornice, with a total height of one metre. The en- 
tire basement measures 1.72 met. On its projecting angles rest two 
spiral columns, 2.68 met. high, supporting a canopy formed of a tre- 
foil pointed arch surmounted by a gable, which rises to a height of 
about 1.85 met. above the columns. The columns have foliated capi- 
tals of free Gothic style, reminding of the later work at Orvieto cathe- 
dral, and are inlaid with mosaic-work of extreme beauty and delicacy. 
Within this canopy is placed the sarcophagus, a solid rectangle sur- 
mounted by a gable roof with pentagonal edge, and surrounded by a 
projecting cornice which is su{)ported on the front and sides by well 
detached spiral colonnettes — one on either corner, and two in the centre 
of the front, which is thus divided into three compartments, in each of 
which a porphyry slab is surrounded by a decorative design in glass- 
mosaic. In all the so-called " Cosmati '' mosaic- work, great taste is 
shown in the combination of forms and colors, and in this monu- 
ment a perfection is reached which I do not remember to have seen 
surpassed.^ 

On the wall of the church, within the canopy and over the figure, 
are two inscriptions : the first is the original epitaph, the second 
records a restoration in 1715. The first reads : Hic req • coup • s • 
memoIrie • d:^i • adriani • pp • v | qvi privs vocatvs ot|tobo:& de 

FLISCO • DE • JAN • | TIT • S ' ADRIANI • DYAC • CARD. Of the SCCOud I 

will reproduce only the last lines, according to which it would appear 
that the monument had fallen to ruin at the beginning of the last cen- 
tury, and was restored at the expense of the Fieschi family of Genoa, 
to which Pope Hadrian belonged, hadrianvs v • pont • max • | 

PRIVS OTHOBONVS FLISCVS JANVEN • | EX COMITIBVS LAVANIAE | AB 
INNOCENTIO IV ' EIVS PATRVO | INTER S • R ' E • CARDINALES ASCITVS | 
DOCTRINA PROBITATE PRVDENTIA | CATHOLICAE FIDEI ADMODVM 
PROFVIT I PLVRIBUSQ ' LEGATIONIB' | AC INNVMERIS LABORIB' | DE S • 
SEDE OPTIME MERITVS | AD PETRI CATHEDRAM EVECTVS EST | AT POST 

"* Professor Rossi, the restorer of the monument, has spent months in preparing 
some good colored plates of the monument, especially of the details of the mosaic- 
work, and the publication of his work may be expected before long. 
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XXXIX DIES XII KAL • SEPT ' MCCLXXVI • [ VITERBII DEGENS ANIMAM 
COELO I CORPVS VERO HYIC MONVMENTO TRADIDIT | QTOD TEMPORIS 
INIVRIA VIOLATVM \ PRISTINO DECORI RESTITVENDVM | POSTERI DE 
FAMILIA FLISCA \ V:N^ANIMES CENSVERE j A • D ' MDCCXV ' | 
Curante F. Josepho Frezza de cryptis huius coenobii guardiano. 

The figure of Hadrian V does not recline at right angles with the 
sarcophagus, but on the outer side of the gable roof which forms its 
elegant summit, being, thus, far more visible to the public. It is 
considerably over life-size (1.96 met.) and is dressed in full pontifical 
robes. The head, which rests on a richly-embroidered cushion, is 
covered with the simple tiara ; the hands, covered with embroidered 
and jewelled gloves and projecting from the robe (pluvial), are crossed 
in front. The fibula that attaches the pluvial imitates a gold original 
with the agnus del enclosed in a circle and is related to an embroidered 
decoration on either side representing the Virgin and John the Bap- 
tist, with the inscriptions as given by Papebroch. The drapery of the 
embroidered pluvial is arranged in carefully studied folds. Around 
the feet rest the narrow and delicate folds of the casula. The face is 
evidently a study from nature, by an artist almost untramelled in the 
technique of expression. The eyes are closed, the expression one of 
peaceful sleep ; the face is full, the features small and regular. As a 
work of sculpture, this figure r^nks high in its period. In 1276 the 
Pisan school was but beginning : true, Niceola had executed all his 
work, but Giovanni and his other followers had hardly begun their 
careers. Nor are there any earlier works of the Roman school that 
are comparable to it, the figure ol* Clement IV, for example, which 
now stands opposite to it, and was executed nearly a decade before, 
being immeasurably inferior. In fact, it shows a more advanced art 
than the sculptures of Roman artists executed a quarter-century later, 
such as the statues of Nicholas IV, Boniface VIII, Charles of Anjou, 
and the reclining figures by Giovanni Cosmati. The delicacy and style 
of the sculptor's chisel are shown also in the head that fills the gable 
of the tomb and which approaches the traditional type of St. Peter, in 
the charming cherub-heads in the trefoils and in the two small and 
sprightly laughing semi-busts that support the trefoils of the canopy. 

The wall-space over the statue, partly occupied by the modern in- 
scription, contained, according to Cristofori, a mosaic representing 
John the Baptist, patron of Genoa, the birthplace of the Pope. It 
seems more probable that this figure was, according to custom, placed 
by the side of the group of the Virgin and Child enthroned. 
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It is not easy to define the amount of restoration. A part of the 
mosaic-work has been renewed ; this is especially the case in the large 
twisted columns. The right-hand trefoil has suffered, even in the 
head of the cherub. But the lower basement and the parts of the 
monument next to the wall have long since lost their original decora- 
tion : this is the case with the consols, engaged columns and pilasters. 
There being no record on the monument itself or in tradition as to 
the author of this important work, let us examine the various schools 
of Roman artists of this period for clues to his identity. He must have 

been one of the foremost men of 
the school : none other would have 
been selected for so important a 
work. There were at that time two 
leading families of artists whose 
works are found throughout the 
Roman province, the Cosmati and 
theVassallecti. Twootherschools, 
also, had flourished in the xii cen- 
tury, those of Ranucius and Paul- 
us, but they had by this time disap- 
peared. Of the Cosmati, Cosma II 
was the most prominent artist at 
this time, hisson Giovanni not tak- 
ing the lead of the school until fif- 
teen or twenty years later . But we 
do not know that Cosma II execu- 
ted any tombs, his principal work 
being the chapel of the Sancta 
Sanctorum at the Lateran (1277). 
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Fig. 1. — Aedicula by Vassallecius. 



Of the other family, the Vassallecti, the best-known of this name 
was flourishing at that time. His works have been briefly alluded to 
by Comm. G. B. de Rossi ^ and Enrico Stevenson.^ It is to him that I 
attribute the execution of the monument of Hadrian V, my reasons 
being two-fold — circumstantial and artistic.^ In the left-hand wall 
of the choir is set an aedicula with the inscription : s. oleum infirm- 

^ Bullettino di Archeologia Cristiana^ 1875, p. 1205 etc. 

^Mosira delta Cilia di Boma, etc., pp. 173-4; Conferenze dei Cultori di Archeologia 
Cristiana, pp. 107, 123. 

' I mentioned my conjecture to Professor Rossi, in 1887, and believe that he has 
adopted it. 
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ORUM. Two twisted colonnettes support a gable and rest on a base. 

On the lower part of the base is the artistes signature : M VASSAL- 
LECTVS<i ME FECIT (Fig. 1). I am not aware that it has ever been 
published. This aedieula is in the usual Roman style of patterns in 
mosaic. It is evident, then, that Vassallectus worked for the church of 
San Francesco : but he could hardly have been called there for such a 
paltry piece of work, which would appear to have been merely a produc- 
tion of his workshop. We must seek some other cause for his coming 
to Yiterbo and what else should that be than the tomb of Hadrian ? 
This, then, would be one of Vassallectus^ two masterpieces, the other 
being the cloister of San Giovanni in Laterano at Rome. It may be 
that he signed it and that the signature has been lost in all that the 
monument underwent, including the restoration of 1715. But what 
artistic evidence can be brought to support this circumstantial conjec- 
ture ? A review of the known works by Vassallectus may accomplish 
this : the following is a list of them. 

1. — c. 1220-30. Roma : Cloister of San Giovanni in Laterano. 
2.— c. " Ch. SS. Apostoli ; Lion of portal (?).« 

3. — c. " Bas. Santa Croce in Jerusalemme ; Episco- 

pal chair (?).^ 
4. — c. " Bas. San Pietro in Vaticano.^^ 

5. — c. Anagni : Cathedral ; Paschal candlestick." 

6.— 1263. " Ch. Sant Andrea ; Episcopal chair. 

7. — c. 1276. Viterbo : Ch. San Francesco; Aedieula for holy oil. 

Of these works Nos. 3 and 4 have entirely disappeared, leaving only 
the inscriptions; No. 2 is but a mutilated fragment; No. 7 is of little 

^ The inscription on the lion reads : Bassaletus me fecit : the lion stands in the porch. 

^ This inscription was first published in 1887 by Professor Armellini on p. 206 of 
his work Le chiese di Roma dalle loro origini sino al secolo a^vi. It was recently found 
on a slab that had been used, face downward, in the pavement of the basilica when it 
was rebuilt by Benedict XIV. Armellini adds : Qaella pietra spettava probabilmenie 
alia Cattedra episcopate situata in fondo aW abside delta basilica, e vi si legye it nome del 
marmorario cosi : i?asSALLECTVS ME FECIT. 

^^ De Rossi quotes {BullettinOy toe. cit, p. 127) the inscription given by Pietro Sabino, 
without any clue to the monument to which it belonged : opvs magistri vassaleti 

QVOD IPSE PECIT. 

"The candelabrum is supported on two sphinxes, while above the column a putto 
or boy sustains the base for the candle. The inscription reads: vassalleto me 

FECIT. 
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moment ; No. 5 consists almost entirely of mosaic-work, in which it 
is difficult to find solid individual traits. There remain therefi^re two 
works — the cloister of San Giovanni in Laterano, and the Episcopal 
chair at Anagni. 

Cloister of the Later an basilica. — It is less than four years since 
the restorations in the Late ran cloister led to the discovery of the 
inscription, known previously only from a literary source, showing 
Vassallectus to have been, with his father, the author of this beauti- 
ful structure, which is rivalled only by the later one of San Paolo- 
fuori-le-mura. The inscription reads : -f- nobilis doct' hac | vas- 

SALLECTVS t ARTE | CV PATEE CEPIT OPVS | QD SOL^ PERFECIT IPE. 

The best authorities place this cloister between 1220 and 1230. 

In the lions and sphinxes that are carved on either side of the four 
entrances leading from the galleries to the open court of the cloister 
we can trace more than one hand: probably, the ruder are by the 
father, the stronger and more artistic by the son. The sphinxes show 
the firm chisel and concentrated vigorous style which later produced 
the lions of the throne at Anagni. I regret being unable to illustrate 
them here. 

JEjjisGopal Throne by Vassallectus (pl. yiii). — The throne, strangely 
enough, has never been published, although its authorship and in- 
scription are well known. Its date is fifteen years earlier than that of 
the monument of Hadrian and some forty years later than the artistes 
early work in the Lateran cloister. The throne has recently been 
transferred from the church of Sant^ Andrea, for which it was made, 
to the museum of the cathedral. It was made for a well-known 
bishop of Anagni, Landus. An inscription, placed in the outer rim 
of the marble disk that forms the upper part of its back, records this 

fact : PRESVL HOXORANDVS OPVS HOC DAT NOMINE LAND VS. On 

the back itself, immediately under the disk, is the signature of the 

artist, in a place unusually conspicuous: VASALET DE ROMA ME 
FECIT. The date is 1263.^^ ^he back is much mutilated ; the disk 
alone remains from what must have been a rich decorative ensemble, 
crowned probably by a gable. The general scheme of the remain- 
ing parts is symmetric and effective ; the usual emblems of episcopal 
power and judgment — the lions — are certainly of remarkable interest, 

^* Mostra ddla Cittd, etc., p. 174. Both Stevenson and De Rossi speak of the date 
1263 as certain. 
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and may be placed among the finest pieces of work produced by the 
early revival in sculpture. They were, let it be remembered, carved 
in 1263, before the pulpit at Siena had been executed, while Giovanni 
Pisano was a mere child, before any influence of Niccola could have 
been felt in the Roman province. These lions of 1263 are further 
evidence of the fact, that, when an artistic revival takes places, there 
are two elements to be reckoned with : (1) the general birth in the 
artistic consciousness, leading to independent creative eiforts in vari- 
ous regions at the same time ; (2) the individual influence of a leader 
over the art of the period. Following Vasari, we have commonly 
taken into account only the second of these elements in a study of the 
revival in sculpture in the xiii century. What is now needed is a 
study of the works of Southern Italy and the Roman States. The won- 
derful sculptures of Ravello and Capua, contemporary with Niccola but 
finer than most of his work, are well known but not yet accounted for. 
Other works of merit executed in these regions between 1250 and 1 325 
would almost equal in number the contemporary works in Tuscany. 
The really classic character sporadically given to many works of archi- 
tecture in this part of Italy, throughout the xiii century, is a related 
movement. I shall content myself with merely indicating the possi- 
bilities of the subject. Stevenson calls attention to the fact that the 
Vassallecti studied the antique, as one of them is known to have had 
a statue of Aesculapius as a model in his workshop. The bearded 
sphinx in the Lateran cloister indicates a study also of Egyptian 
works of sculpture. The classic elements in the decoration — in both 
carving and mosaic-work — used by the schools of Laurentius and 
Vassallectus, and their revival of certain classic architectural fea- 
tures — such as the architrave, the Ionic and Doric capitals, and the 
gable-^may be mentioned, by the way, in order to indicate some pecu- 
liarities of the revival of Roman art in the xiii century. 

Like most of his compeers among the leading artists of this school, 
Vassallectus was architect, sculptor, and mosaicist, and in each of these 
branches appears to have surpassed his contemporaries in the Roman 
province. As we have several of his inscriptions without the works to 
which they were attached, may it not be possible to identify some re- 
maining works whose inscriptions have perished ? Such a one appears 
to me to be the ciborium of Santa Cecilia in Trastevere at Rome. Its 
similarity in general characteristics to the famous one executed for San 
Paolo by Arnolfus and Petrus, in 1280, has apparently led to its attri- 
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bution to Arnolfus, who is by most thought to be the Florentine archi- 
tect. There seems to be but little evidence in favor of this supposition : 
merely a tradition that it was signed by Arnolfus. S. Cecilia is said 
to have been restored in 1283, and this is an approximate date for this 
ciborium. A comparison between the two ciboria shows that a com- 
munity of authorship is improbable. The architectural forms of that 
of S. Cecilia are more symmetric and also indicate an earlier date by 
the lowness of pointed arch and gable. Its sculptures excel those of 
the ciborium of San Paolo, and are in a style very similar to those 
of the tomb of Hadrian : the analogy is especially evident in the 
heads. I do not know of any other Roman artist than the author of 
Pope Hadrian^s mausoleum who would be capable of executing the 
figures and reliefs of the ciborium of Santa Cecilia. This identifica- 
tion is the only one I would suggest. 

II. TOMB OF CLEMENT IV (pi- ix). 

Opposite the m.onument of Hadrian V, which we have been describ- 
ing, stands the lower portion of another, similar in style, though, even 
in its present fragmentary condition, it is evident that its artist was 
inferior in merit to Vassallectus or whoever may have erected the 
tomb of Hadrian. This second monument is that of Pope Clement 
IV (1265-68), and has undergone many vicissitudes. By its side 
is the monument of Petrus de Vico. Both of these originally stood 
in Santa Maria dei Gradi. This church was a notable example of 
early-Gothic architecture, commenced in 1220 or 1221 and conse- 
crated by Pope Alexander IV in 1258. The latter date was proved 
by an inscription on the fa9ade, which also gave the name of the artist 
who executed the rose-window, magister bokosegna. In style this 
church was similar to that of San Martino al Cimino, also founded, at 
an earlier date by Cardinal Raniero Capocci and described in another 
paper in this Journal. Cardinal Capocci gave the monastery to 
San Domenico, and it became the first home of the order in Viterbo. 
Within the church of Santa Maria, a number of monuments were 
erected shortly after the middle of the xni century ; and among them 
were the two mentioned above, which I will proceed briefly to de- 
scribe. The following description of the tomb of the famous Vico 
family, several members of which were prefects of Eome, is taken from 
Salmini's Chronologia Gradensis (p. 292) as quoted by Cristofori (p. 
64) : Familia de Vico. Major pars Praefedorum Bomanorum^ hujus 
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familiae^ in hao est sepulta eedesia, in qua, opere musivo ac deaurato, 
sepulchrum valde pulchrum et extimabile eorundem eredum eernitur. 
Inter alios Dominus Petrus De Vico, Praejeetus RomanuSy qui ohiit 
anno MOGLXVIII, in sepulcropraefato, factum eadem idea qua dementis 
Quarti et ab eodem artifice, sed, ut notum est, a contrariis faetionibus 
sacrilege, inhumane, et impie fuit devastatum et per templi pavimentum 
ejus ossa projecta, etc. The epitaph over the tomb, which was origi- 
nally placed to the left of that of Clement IV, in the chapel of San 
Domenico, reads (Crist., p. 71) : hic • nobilis • viri • petri • de • 

VICO • j PRAEFECTI • ROMAKI • | AC • JiTONKVELORVM • ETIAM • EISDEM • 
NATALIBUS • I AC • DIGNITATE • INSIGNIVM • | CORPORA • CONDITA • 

JACENT. The wording is more modern than the monument. 

Nothing remains of the arched canopy that surmounted the tomb, 
of the mosaic or fresco within it, or of the reclining statue : only the 
basement is left. This basement confirms the opinion that the entire 
work is by the hand of the author of the tomb of Clement IV. This 
is all the more probable because Petrus de Vice died in 1268, the very 
year of the death of Clement. 

On the death of Clement IV (November 29, 1268 ^^) the cardinals 
gave directions to the papal chamberlain, the archbishop of Narbonne, 
to have a marble sarcophagus executed. This charge was accomp- 
lished by him, as is testified by a bull of Gregory X, which will soon 
be quoted. The monument was executed for the Dominican church of 
Santa Maria dei Gradi because Clement had expressed a wish to be 
buried there ; ^^ but the canons of the cathedral of San Lorenzo were 
ambitious to possess the body with its mausoleum, and caused both 
to be transported by force to the cathedral. According to JSTobili's 
chronicle, the mausoleum was then only begun.^^ The dispute be- 

"Cristofori has collected, on p. 25 of his work, the various texts regarding the 
death of Clement IV. 

** Cristofori, op. ciLj p. 14 : Dopo solenni funeral^ verso la metd di dicembre deWanno 
1268^ venue sepolio nella chiesa di S. Maria dei Gradi in Viterho^ entro magnifico monu- 
mento marmoreo di stile ogivale, intagliato, adorno intorno di mosaiei secondo lo stile bizan- 
tino. II Papa ^ rappresentato dormenie con Vinfula episcopate in capo, le mani conserte sul 
petto, coperto del manto pontificio che scende fine ai piedi sporgenti fuori con le scarpe cru- 
cigere poggiate sopra un cuscino. Un' iscrizione sopra il monumento ricorda che circa il 
1840 il 8ig, Conte Fay de la Tour Mauhourg, Amhasciatore di Francia in Roma, fece ris- 
taurare il monumento devastate, come dissi, dai repubblicani net 1798. 

^^ Die xxii ejusdem mensis Novembris (Clemens IV) in morbum incidit et VUerbii, ubi 
tunc curia residebat, die xxix ejusdem mortuus est. In ecdesia Oradensi corpus suum sepe- 
liri mandavit. Die xxix ejusdem mensis Novembris coruscare cepit, indeque populi, ejus 



NOTES ON ROMAN ARTISTS OF THE MIDDLE AGES. 49 

tween the two churches for the body of the Pope began at once and 
was long and bitter. It is to be inferred that the monument was 
finished in 1271. At that time the Cardinals Guillaume de Bray and 
Uberto di S. Eustacchio, who had been appointed to be judges in the 
dispute between the two churches, decreed that the monument should 
be returned to the Gradi church/^ and that all work begun on it at the 
cathedral should be discontinued. But the canons of the cathedral 
refused to obey their orders, as well as those of Cardinal Annibal- 
deschi di S. Marco, appointed arbitrator, a few years after, by the new 
pope, Gregory X, who wrote four bulls regarding the matter. 

Pope Gregory in his first bull, dated from Lyons, August 12, 
1272 (?), in the third year of his pontificate, thus speaks of the mau- 
soleum : tamen super eo quod praedicti Archvpresbitei^ et capitulum 
quoddam sepulchrum marmoreum, quod Venerabilis frater noster Pe- 
trus Archiepiscopus Narbonensis, tunc sedis Apostolicae Camerarius, pro 
sepeliendo eodem corpore fabricari fecerat, contra prohibitionem ipsius 
Archiepiscopi ac etiam S. R. E, Cardinalium et postquam denuncia- 
tionem novi operis est factam temere accipere, ac in eadem Viterbiensi 
ecclesia construerx praesumpserunt nihil penitus decrevisti. This would 
seem to show that, although the mausoleum may not have been finished 
when the canons took possession of it, the artist completed his work 
while it stood in the cathedral. After much litigation, the details of 
which would be unimportant, the tomb was finally replaced in the 
Gradi church in 1276. Cristofori (p. 34) divides the history of the 
monument into four periods, which are correct with some variations 
of date : (1) 1268-70, when it lay, partly finished, in the church of 
Gradi. (2) 1270-75, when it lay in the cathedral. (3) 1276-1738, 
when the mausoleum again rested in the church of Gradi : it was 
placed a7ite capellam majorem in latere honorifice ut patet collocatum. 
This position, at one side of the apse, may not have been the original 

sanciitate et miraculis motij ad ejus sacrum cadaver visendum, tangendum confluere. TJnde 
presbiieri et clerus cathedralis in ecclesia sua corpus dicti sancti Pontificis contra pairum 
praedicatorum voluntatem, tumulandum curarunt. Facta autem instantia per dictos patres 
apud Reverendissimos Dominos Cardinales, ab eis ordinatum fuit ut quo inter ea fabricareiur 
sepulcrum^ per Dominum Archiepiscopum Narbonensem corpus in quodam loco, tanquam in 
depositum collocaretur. Presbiteri cathedralis inde eum auferentes, in eorum ecclesiam, tarn 
inchoatum marmoreum sepulcrum, quam corpus sanctissimi pontificis detulerunt, et illud prO' 
sequebantur (NoBiLi, MSS. in Chronicon Oonv. Graden. ap. Papebroch. in Oonatu, cited 
by Cristofori, p. 27). 
^^ The text is given in Cristofori, op. cit., pp. 112-14. 
4 
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one : it Is more natural to suppose that the monument was placed near 
the door. (4) 1738-1885. In 1571, or more probably in 1738, at 
the time of a restoration of the church, the mausoleum was trans- 
ferred to the chapel of San Domenico. 

The French Republican troops under General Macdonald attempted 
to demolish the tomb in 1798, and probably the canopy was then torn 
down ; whether it was replaced in 1840 by Count de la Tour Man- 
bourg, when he restored the monument, I am unable to say. In May, 
1885, it was scandalously violated by the municipal authorities and 
then transferred to the church of San Francesco. The original epi- 
taph was copied by Papebroch and is well known. It is in Leonine 
verses, and consists of nineteen lines that describe the life and virtues 
of the Pope. 

We find in Papebroch ^^ a description of the monument, before it 
had been entirely ruined and taken to pieces, and his words are im- 
portant not only on this account but because they disclose to us the 
name of the artist of the monument, then legible in the half-defaced 
inscription : Tumulum (dementis IV) Viterbi euravi excipiendum in 
ehartam oeulisque per sculpturam exhibendicm, pro venerandae anti- 
quitatis memoria. Est opus universum latum palmos XF, altum XXXI 
elegantibus musivis seu varii aureique coloris lapillis emblematice dis- 
tinctum in cujus summitate, sub capite 8. Petri^ apparent sex lilia, quae 
potius Francicae originis indicium esse crediderim, etc, . . . Ad. latus 
marmoris ex caeruleo /undo sub Deiparae seulpta imagine eminentis 
epitaphium longum liiterisque Gothicis, id est Theutonicis, alte incisum 
continentis flecti saepius jam memorata Sancta (Edviges), de qua ex 
altero latere legitur litteris fere Bomanis : in hac sacrosancta ec- 
CLESIA, etc, . . Sequuntur autem duo versus studios^ ut videtur erasi, 
qui proinde legi non potuerunt, sicut etiam proinde sub ipso arcu inter- 
cesi flexus sic scripta : — petrvs oderisi sepvlcri fecit hoc opvs 
. . . — legi non potuit aliud quod sequebatur verbum, neque nota anni, 
quod factum opus indicabatur. Similiter evanuerunt litterae minio due- 
tae supra tumbam, jacentes ad pedes episcopi, nisi quod initio, videantur 
adhuc kgi : — petrvs grobsvs. An earlier writer had read more than 

this : petrvs GROSSVS de SANCTO AEGIDIO . . . HIC JACET. 

Petrus Oderisi or Pietro Oderigi was, then, the author of the 
monument of Clement IV, between 1268 and 1271, a fact not known 
to those who have investigated the subject of these Eoman artists of 

" Op, Git., pt. 2, p. 54. 
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the Middle Ages. Can he be identified as the author of any other 
works? The number of artists named Petrus, belonging to the Roman 
school, who flourished during the xiii century makes the identification 
difficult. A list of them is given in this Journal, vol. v, pp. 187-8 ; 
to this list should be added the Petrus of the ciborium of San Paolo, 
of 1280, and the Petrus Gusmati marmorarius de regione viae Latae^^ 
of 1296. None of them, however, are known to bear the surname 
OderisiuSy and it can only be conjecture to identify the artist of the 
tombs of Clement IV and of the Prefect de Vico with, for example, the 
author of the shrine of Edward the Confessor at Westminster (1269), 
or of the ciborium of San Paolo. ^^ 

A few words of description will suffice for the tomb of Clement IV. 
The rough drawing made by Papebroch shows it to have originally 
consisted, like Hadrian's monument, of three parts, basement, sarco- 
phagus, and canopy with trefoil pointed arch and gable. His meas- 
urements gave it a height of 31, and a width of 15, palms. It had, 
besides, two other features : (1) a supplementary sarcophagus placed 
in front of the basement, on which reclines the figure of the Pope's 
nephew, Pierre le Gros ; (2) a statue of the Virgin and Child placed 
under the canopy, above the figure of the Pope. As it at present 
stands, nothing is in place but the basement and the sarcophagus. 
Numerous fragments, however, of the canopy are scattered about in 
the storehouse, and appear to be amply sufficient to ensure an accu- 
rate restoration. Although the conception of this monument is the 
same as that of Hadrian, as whose prototype it may even be con- 
sidered, its proportions are not as perfect, nor are its decorative details 

^^ Mostra della Cittd di Roma, etc., p. 180. 

^^ Another authorship has, apparently in ignorance of the lost inscription, been 
lately suggested for this tomb. Signor R. Ojetti discovered, a few years ago {Mostra 
della Cittd, di Roma, etc., p. 184), parts of a monuraent on which is inscribed the name 
of a Roman artist — sculptor and mosaicist — named Pascalis, belonging to the Domini- 
can order, with the date 1286. The inscription was on the base of a sphinx which 
together with a lion supported the water basin placed at the entrance of the refectory 
of the monastery of Santa Maria de' Gradi. It reads : hoc • OPVS • fecit • fb • pas- 
CALis ROM • ORD • PD ■ A • D • MCCLXXXVi. These two animals originally formed part, 
in Sig. Ojetti's opinion, of one of the monuments in the " Cosmatesque " style which 
were originally in this church of Sta. Maria de'Gradi : and belonged either to that of 
Clement IV or to that of the Vico family. It has just been shown that Pascalis could 
not have executed these mausoleums, and the late date, 1286, confirms the idea that 
the work to which the inscription of Pascalis belongs must be some other — perhaps 
the episcopal throne or a choir-screen. 
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as artistic, either in sculpture or in mosaic. The sarcophagus was not 
executed for the purpose but was an ancient Roman work : the anti- 
que strigillation is still preserved in the back, which was not intended 
to be visible. This explains the irregularities of the surface. The 
measurements of the monuments are as follows : figure, 1.55 met.; its 
sarcophagus, length, 2.12 met., width, 65 cent.; its basement, lengthy 
2.35 met., height, 1.22, width, 45 cent., besides 28 cent, for the corner 
piers. The sarcophagus projects at the rear far beyond the line of the 
base. In the six pointed arches that decorate the front, the colon- 
nettes have a width of 7| cent, and a height of 33 cent., and stand 29 
cent, apart. The plain strip on which they rest is 13 cent. high. The 
corner piers originally supported the front columns of a canopy simi- 
lar to that of the tomb of Hadrian, which can easily be reconstructed 
from the disjointed pieces. I have heard that this is at present being 
attempted. 

Clement IV was a Frenchman, and it is a current theory that the 
sculptor of his tomb was a compatriot : but this is disproved by the 
style of the work. It shows the same Roman mosaic patterns worked 
down the front and around the shoulders of the pontifical robes as are 
seen in other works of the school. The sculpture, also, is quite unlike 
French work. The figure is roughly hewn out and unfinished ; the 
folds of drapery are sharp and deep ; the head is rude, and the closed 
eyes add to the expressionless effect. It is the work of a master who 
had not yet felt the vitalizing influence of Vassallectus, though it is 
good for its time. Although the five colonnettes supporting the tre- 
foil arches are inlaid with mosaics, jet, in general, it may be said 
that this decorative means is employed with less richness than in 
Hadrian^s tomb. 

The two monuments that have been here studied may be considered 
to be the most important of their class both as to age and beauty. 
They enable us to trace this type of tomb further back ; and they 
show us its most sumptuous form. The Pisan school, with Niccola 
at its head, perfected the sculptured pulpit ; the Roman school cre- 
ated at the same time that most artistic form of the mediaeval tomb, 
which united in itself all the arts and so struck the artistic fancy of 
Giovanni Pisano and Arnolfo, the followers of Niccola, that they 
adopted all its features, as is shown by Arnolfo^s tomb of Cardinal de 
Braye (1286) and by Giovanni's tomb of Pope Benedict XII (1311). 
It may be, however, that local taste dictated the style to the Tuscan 
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artists in the case of both tombs just mentioned. Cardinal de Braye was 
one of the arbiters of the dispute about the mausoleum of Clement IV, 
and his familiarity with it and with that of Hadrian V may have led 
him to prescribe the Roman type for his monument. In any event, 
the amusing theory that the Roman artists derived from their Tuscan 
contemporaries this form of monument is utterly incorrect. In the 
Roman school itself nothing was done that could compete with these 
two monuments; those executed in Rome by Giovanni Cosmati thirty 
years later being inferior in their general style and in the quality of 
their art. 

A. L. FROTHINaHAM, Jr. 
Princeton College, 
June, 1890. 
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